India. In this section of the paper I limit my analysis to the ways in which the mother-inlaw/daughter-in-law (saas-bahu) dyad is mobilized to articulate and work through the crises and contradictions of "tradition." In the concluding section I outline the significance of such representations of family, tradition and woman and their political consequences, particularly in India.
Melodrama and the Female Viewer
Categorized in a derogatory fashion as a feminine genre, soap operas have come under the scrutiny of feminist scholars. Normally a day-time genre, it is characterized by multiple, overlapping storylines that lack resolution and pivot on the family; storylines invariably explore relations between family members and the threats posed to the stability of the family. 10 In the 1980s, as Jane Feuer has noted, this formulaic narrative form found a space in prime time episodic television. 11 Although this shift in scheduling and the move away from a daily to a weekly narrative form necessitated some changes the prime-time version continued to be geared toward female viewers.
Drawing on and recasting scholarship on melodrama, feminist television criticism has signaled the narrative devices through which soap operas solicit women viewers.
Despite the seeming predictability of the storylines the genre resonates with its audiences because it addresses and draws upon a range of social concerns. The soap opera form, like the melodrama, permits the portrayal of moral issues within a binary form that 10 . repeatedly heralds the triumph of good over evil. Seemingly simplistic and formulaic, this narrative strategy allows us to engage with the contradictions of modernity, the traumas of class struggle, and the search for identity. Melodramatic narratives, as Ann Kaplan, Laura Stempel Mumford and other scholars have elucidated, reveal and conceal cultural conflicts; national crises are displaced onto the domestic realm, particularly that of the mother-daughter relationship. 12 Through clearly delineated solutions they seemingly offer a cure for the crisis at hand. In soap operas issues are couched in the language of feeling and sentimental affect, characteristic features of feminine discourses, muffling not only the social critiques offered but also allowing critics to dismiss them as yet another installment in the ongoing saga of (feminine) complaint.
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Bollywood Images
The melodramatic form has been a staple of Indian popular culture. The themes I
have just delineated about the soap opera are equally relevant to a vast range of commercial film making in India, which is commonly designated as Bollywood. As numerous scholars have noted, for many Indians, in the diaspora and in the subcontinent, Hindi films and the songs embedded within them offer poignant and effective means of asserting their cultural affiliations. 14 Predictions and fears that the proliferation of 12 . Ann Kaplan offers a good summary of the different ways in which melodrama has been theorized. In Bollywood films, female characters are often sketched into a very limited binary form of good and bad. The good woman is characteristically depicted as chaste, virtuous, faithful, and self-sacrificing. She is the perfect blend of modernity and tradition, doting on all members of the extended family. The bad woman is not just the contrary she is also seen as 'westernized,' a trait that is signaled through her clothes, her lifestyle choices, her sexual promiscuity, and often her rejection of the institution of marriage.
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The conflict between tradition and modernity is also repeatedly invoked in Bollywood narratives. "The binary modernity/tradition, whether it is employed to indicate conflict or complementarity, amounts to an explanation, 'a conceptual or belief system' which regulates thinking about the modern Indian social formation." sacred space of the home and Heimat. In the analysis that follows I underscore these processes of identification and affiliation.
Homeland of Nostalgia
Soap operas and other Indian television programs have for long been broadcast on cable channels in cities with large populations of Indian immigrants, such as New York
City, Chicago and Houston. They are largely composed of reruns of programs originally aired in the subcontinent; inevitably a significant time lag was the characteristic feature of the programming and these shows offered a very small sampling. Over the last decade, though, with the availability of satellite channels the range of programming Indian Americans can access has increased manifold. They can now view the same shows as their counterparts in India, contemporaneously. This development has been accompanied by production of programs in the U.S., specifically geared to Non Resident Indian (NRI) populations. These programs aim at addressing the specificity of the experience of being Indian in America and the condition of hybridity.
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The availability of an array of contemporary programming from India has no doubt significant effects on the ways in which diasporic communities conceptualize "home." I focus on programs produced within the United States that are geared primarily for a transnational diasporic audience. These products tend to shun an assimilationist model of immigration and instead offer trajectories that permit the maintenance of an 25 . Hybridity is a problematic term that refers to people's experiences of multiple cultural affiliations. identifications. I also examine how media products created in the diaspora travel to the homeland and the meanings of India and Indianness they make possible.
Diasporic cultural production is located at the intersection and interstices of multiple cultures and problematizes the politics of location. It speaks from multiple locations and seemingly speaks in multiple tongues. Diasporic media producers often function as cultural translators; situated at the intersection of the local and the global they address both communities simultaneously. Producers of Indian diasporic soap operas, and increasingly even the national variety, can be characterized as operating within what Naficy terms as an interstitial mode of production. 29 For instance, Sunil Hali, the producer of the two diasporic soaps, Aadhey-Adhorey and Mausam, and more recently the national soap opera Dollar Bahu, invests in his own productions. His narratives seek to articulate the concerns of a larger diasporic community, and he participates in the soap operas at more levels than just producer, often playing the lead role.
I am singling out Mausam (1995) because it marketed itself as "the first international" Indian soap opera. A thirteen-part Hindi serial produced by an Indian immigrant in the United States, the show was billed as one that would first be broadcast in the diaspora and then later within India. The producer characterizes it as an IndianAmerican story, about life, love and reincarnation in New Jersey. 30 It foregrounds the ways in which immigrants struggle to locate themselves within the United States, both 29 . Naficy defines the interstitial mode of production to refer to projects that lack financing; this results in an acceleration and multiplication of labor (instead of a division of labor); the narratives often include an autobiographical tone and the filmmaker often undertakes multiple functions, often playing the lead role; and the products are multilingual, serving multiple communities of address. wishing to blend into dominant society and yet assert their difference through an affirmation of their Indian-ness.
Mausam adheres closely to the melodramatic genre I outlined earlier in the essay.
It is primarily about the intricacies of the domestic space, familial conventions, and power struggles. Yet, the contents of the program and the ways in which audiences comprehend the family drama take on a different salience when the narrative is situated in the diaspora. The site of enunciation alters in significant ways the storyline. functions as a special optic on the world, helping to create a romantic, pastoral image of India and Indian tradition. The next section outlines just how nostalgic and anachronistic such an image is when juxtaposed with narratives that address audiences in the geographic space of the nation.
"Desi" Soaps
In India, contemporary soap operas offer a very different trajectory to tradition. As a state industry, early television followed the government mandate of "women's uplift" in its entertainment programming. But this was never clearly articulated. The government, though, developed a very elaborate code for commercial advertising, which is still current. The code stipulates the parameters of "positive" positive televisual representations of women but this does not extend to the realm of entertainment content. Specifically, women cannot be presented as passive, submissive or in a subordinate, secondary role. Anil Dharker has elaborated on the minutiae of this code. See Anil Dharker, Sorry, Not Ready: Television in the Time of PMdarshan (New Delhi: HarperCollins, 1997). 40 . Amrita Shah, Hype, Hypocrisy and Television in Urban India (New Delhi: Vikas, 1997), 178. 41 . If the earlier programming could be seen as a celebration of women's achievements Amrita Shah characterizes these newer representations and other social responses as constituting a backlash, one that equated "a certain kind of womanly behavior with 'Indian culture'" and condemned any deviation from it. In particular, representations of self-reliant, independent women or those who sought sexual gratification were singled out for criticism. See Amrita Shah, Hype, Hypocrisy and Television in Urban India (New Delhi: Vikas, 1997), 183-84; Anjali Monteiro, "Official Television and Unofficial Fabrications of the Self: The Spectator as Subject," in The Secret Politics of Our Desire: Innocence, Culpability and Indian Popular Cinema, edited by Ashis Nandy (London: Zed Books, 1998), 157-207. commentaries about this show focus on her status as a mistress of a corporate executive).
But this trend did not last too long. As the competition among cable and satellite channels grew, in an effort to draw audiences episodic television reconfigured once more the roles assigned to female characters, this time recuperating the "tradition-bound"
woman as a role model. Significantly, these shifts in the presentation of idealized femininity coincided with the rise of the Hindu right and its emergence as a dominant political force.
Contemporary prime time narratives have reverted to formulaic depictions, which some commentators have characterized as constituting a "backlash." Independent women are presented as those requiring regulation and by narrative's end revert to being doormats or shadows. 42 The "traditional" Indian woman whose activities center on and are limited to the domestic realm is celebrated in these narratives. The 'New Indian
Woman' configured in these melodramas is modern, western and cosmopolitan in her lifestyle yet remains true to her "Indian" values. She is a "dramatic and polished breed"
integrating and yet quite distinct from the mythological archetypes that have been celebrated and upon which most entertainment narratives were based. 43 Her presence allows the narratives to deal with the anxieties surrounding globalization processes but in a manner that reconfigures the global within the space of the nation and not vice versa.
Woman becomes the terrain for the articulation of a cultural critique of globalization. Ki, Amanat, Koshish Ek Asha, Aashirwad (Zee TV). Indeed, the popularity of these narratives has led to a saas-bahu industry, with variations proliferating on regional language channels. 46 Advertisers have even extended the prime-time slot beyond 10 pm because of their popularity with women viewers. 47 Not only have these programs drawn larger audiences than any other genre, save Hindi films, they are more economical than game shows and have thus proven to be very lucrative. 46 . Ekta Kapoor, a young female producer, and her production company, Balaji Telefilms, are associated with the most popular of these serials. For a while not only did this subgenre become a staple of television programming it also led to game shows and contests based on this dyad, both on and off television. Difference is no longer conjugated as taxonomic but is presented as volatile, negotiated, and constantly shifting.
In both locales, televisual space deploys the vocabulary of identity, culture, and heritage deliberately and strategically. The sepulchral figure of the woman functions to produce a sense of the local that is shot through with the dynamics of the global.
Together, the diasporic and subcontinental versions of 'good' Indian womanhood present a complex repertoire of images, narratives and representational practices in which the world of commodities, the world of news, and politics are profoundly mixed.
In the transnational optic, the family is linked with a global public sphere; issues pertaining to the stability of the family come to define the urgencies of the present. In the diasporic imagination, the Indian family and women's roles within it are depicted as representing a pure, "traditional" space, the ground zero of an Indian culture that must remain untainted by the outside world, the geographic space the family inhabits. In the Both sets of narratives expand the horizons of domesticity, adding politicized dimensions to femininity, but a dimension that specifically erases concerns with social and gender justice to foreground the interests of a unitary family. These narratives contest modern secularism; they offer 'traditional' notions of community obligations and mutuality as liberatory. The paradox of partial legibility structures these narratives -the family is both made visible and yet its complex workings and the operations of power within it are underdescribed. These narratives set up the intimacy of the domestic sphere as providing the core context for national identity.
Both sets of narratives produce what McKenzie Wark identifies as telesthesia, perception at a distance, geographies of experience enabled by a range of intercrossing media such as the telephone, television, and telecommunications that together double, trouble and permeate our experience of the space we experience firsthand. 53 The transnational optic endows these narratives with a specular mobility; they permit a journey to an imagined nation. Their invocation of a mythical tradition and Indian nationhood remains always beyond grasp, out of reach and unattainable; it is a virtual reality. Nevertheless this utopian nation must be vigilantly monitored since the globalized economy has increased dramatically the possibilities of cultural miscegenation. Both diasporic and subcontinental programs emphasize the need for purification rituals to guard their version of tradition.
These programs require a double consciousness; they speak in two different languages, that of the nation and the transnational, and translate between them as definitions of individual and group identities are carved out. This doubling is the product of the transnational optic. They reveal the manner in which the category of tradition is not just invented and imagined but is buffeted constantly by global and local pressures. 53 . McKenzie Wark, Virtual Geography: Living with Global Media Events (Bloomington: Indiana University Press, 1994).
